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ABSTRACT  
   
Among Georg Philipp Telemann’s most-performed works is his setting of Psalm 
117 (Psalm 116, Vulgate), Laudate Jehovam, TWV 7:25. There are three sources; 
Telemann’s autograph score (heavily marked and corrected by Telemann’s grandson, 
Georg Michael), a contemporary set of parts by a copyist, and another set of parts by 
Georg Michael Telemann based on his corrections to the autograph score. There are 
currently at least seven editions of this work readily available, none of which fully agrees 
with the autograph manuscript or original parts. The editions also differ substantially 
from one another: for example, two of them are in a different key from the others. This 
clearly points to the need for a new edition. 
Further, the additions and corrections by Georg Michael Telemann are interesting. 
These fall into several categories: changes made to correct errors or clarify ambiguities in 
Georg Philipp Telemann’s original, changes made to reflect performance practice that 
Georg Philipp might have assumed but that were no longer customary in Georg 
Michael’s time, adjustments to melody and rhythm that may reflect Georg Michael’s 
personal taste and preference, and the addition of parts for oboe and viola, along with 
significant changes to the second violin part that suggest that Georg Michael’s version 
was intended for performance by a chorus and orchestra, whereas Georg Philipp’s 
original could be performed as a chamber work, with one singer and instrumentalist per 
part, or by a larger ensemble. 
A discussion of the piece, along with scores of both the original version and 
Georg Michael’s version, provides both scholars and performers with greater insight into 
this brief but significant work. 
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CHAPTER ONE: BACKGROUND 
INTRODUCTION 
Georg Philipp Telemann (1681 – 1767) was perhaps the most prolific composer 
of the late Baroque period. For example, he composed some 1,750 cantatas—20 annual 
cycles.1 Yet today, he is overshadowed by his contemporaries J. S. Bach and G. F. 
Handel. He spent most of his career as Kantor in Hamburg, where (like Bach in Leipzig) 
he was responsible for music in the five principal churches and taught Latin in the local 
high school and university. 
Sometime in the 1750s (the date is variously given as 1750, 1757, and 1758), he 
composed a short setting of Psalm 117 (116 Vulgate), Laudate Jehovam, TWV 7:25. The 
original is scored for two violins, continuo, and four vocal parts. One of the sources for 
the work indicates that it was performed at the school exams in Hamburg — presumably 
at a church service either inaugurating or commemorating the end of the annual 
examinations.  
The work exists in several modern editions, at least three of which are available 
commercially, so the piece is still performed today. It is short (perhaps five minutes in 
duration), and its demands on both singers and instrumentalists are modest, making the 
work highly practical for advanced high school choirs and for college and community 
choruses. Yet none of the modern editions fully and accurately represents the work as 
Telemann wrote it: we still have his original autograph score, a contemporary set of parts, 
and a later set of parts prepared by Telemann’s grandson, Georg Michael Telemann. 
                                                 
1 Brian T Russell, “The Psalm Settings of Georg Philipp Telemann: A Brief Guide to Research.” Journal of 
the American Choral Foundation 196 (Fall 2009), 1. 
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For example, a 2015 edition by Brian Marble available on CPDL transposes the 
work from B-flat major to G major without explanation.2 That edition also includes many 
interpretive markings and added dynamics without indicating which are original and 
which are added by the editor. 
Even the most scholarly edition, edited by Erich Valentin and published by 
Bärenreiter in 1936, has its shortcomings. Valentin apparently consulted both the original 
manuscript and the later copy by Georg Michael Telemann: his edition includes tempo 
markings, articulations, and note corrections from the later copy that were not in the 
original. On the other hand, it omits the viola and oboe parts that Michael Telemann 
added; it is thus a composite of the two that fully represents neither. All modern editions 
appear to stem from this one without consulting the source material that is readily 
available. 
The original score by Georg Philipp Telemann shows evidence of having been 
written in haste: the parts are not well-aligned vertically, and there are occasional obvious 
errors of rhythm and text underlay. Georg Michael Telemann sought to correct some of 
these problems, but also to expand the work somewhat: he added parts for oboe and viola 
and added passages where the strings double the voices. Further, he added articulations 
and ornaments (especially grace notes) and made some changes to the rhythms (replacing 
even notes with dotted rhythms, for example) that reflect a later esthetic and his personal 
taste. 
                                                 
2 Brian Marble, (ed). Laudate Jehovam omnes gentes. The Choral Public Domain Library, (2015). 
http://www3.cpdl.org/wiki/index.php/Laudate_Jehovam,_omnes_gentes_(Georg_Philipp_Telemann) 
  3 
It is possible that the original work was intended for a chamber ensemble (perhaps 
as few as one singer to a part); Georg Michael’s version is clearly intended for a chorus 
and orchestra. The differences between the two versions are instructive; therefore, this 
document includes scores of both Georg Philipp Telemann’s original composition and, 
for the first time, an edition of Georg Michael’s later version.
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AN OVERVIEW OF TELEMANN’S PSALM SETTINGS AND LAUDATE JEHOVAM 
 
Telemann composed dozens of psalms settings, of which 32 survive.1 Scholars 
have discussed many of his cantatas and motets, but there is little scholarly writing about 
the psalm settings. In a sense, this is understandable; resources are limited, and the genre 
of psalm settings, in general, has been widely overlooked.  
According to the Thematisches Verzeichnis der Vokalwerke von Georg Philipp 
Telemann (Thematic Catalog of the Vocal works of Georg Philipp Telemann), there are 
only a few cases in which the exact performance circumstances for psalm settings can be 
established.2  Psalms Das ist ein köstlich Ding, 7:6, Laudate Jehovam, 7:25, and Lobet 
den Herrn alle Heiden, 7:29 were composed for services commemorating the annual 
examinations at the Hamburg schools. 
Telemann composed Psalm 71, Deus judicium tuum, 7:7, in Paris and performed 
it there in 1737. Most of Telemann’s psalm settings employ the German translation from 
the Luther Bible. Seven settings, including Laudate Jehovam, are in Latin. (Even when 
Telemann sets the Latin text, he uses the psalm numbering from the Luther Bible. 
Therefore, Laudate Jehovam, which is Psalm 116 in the Vulgate, is labeled Psalm 117 in 
Telemann’s autograph. This paper follows Telemann’s practice of using the Protestant 
numbering for Telemann’s psalm compositions.) 
                                                 
1 Brian T Russell, “The Psalm Settings of Georg Philipp Telemann: A Brief Guide to Research.” Journal of 
the American Choral Foundation 196 (Fall 2009), 1.  
2 Werner Menke, Thematisches verzeichnis der vokalwerke von Georg Philipp Telemann, Band II, 
Frankfurt: Klostermann, 1983, p. 30.  
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Table 1 summarizes the known information about Telemann’s extant psalm 
settings (based on Menke’s Thematisches Verzeichnis der Vokalwerke von Georg Philipp 
Telemann and Joachim Jaenecke’s Georg Philipp Telemann Autographe und 
Abschriften). 
 
Table 1. Telemann’s Psalmen3 
Work 
 
Title Voice Instrumentation Year of 
Composition 
Text & 
Annotation 
TWV 
7:1 
Ach Herr, 
Strafe mich 
nicht  
 
A. 
Solo 
V.1, 2 
Va. Vc. Cont.  
1701-5(?) Psalm 6, V. 2-11 
•commemorating 
the death of 
Justine Elisabeth 
(cover 
inscription) 
TWV 
7:2 
Ach Herr, 
Strafe mich 
nicht 
S. 
Solo 
Ob. Fg. V. Vc. 
Cont. 
1701-5(?) Psalm 6, V. 2-11 
 
TWV 
7:3 
Ach Herr, 
Strafe mich 
nicht 
SATB V.1, 2 
Va. Vc. Cont. 
1701-5(?) Psalm 6, V. 2, 
10 
 
TWV 
7:4 
Alleluha, 
singet dem 
Herrn ein 
neues Lied 
SATB 
 
Ob.1, 2  
V.1, 2 Vla. Vc. 
Cont.  
 Psalm 147, V. 1, 
7-11, and Psalm 
149, V. 1, 3-5 
TWV 
7:5 
Danket dem 
Herrn, 
Den er ist 
freundlich 
SATB Ob.1, 2 
Corn.1, 2  
Fag, V.1, 2 
Va. Vc. Cont. 
 Psalm 118, V. 1 
TWV 
7:6 
Das ist ein 
köstlich 
Ding 
SATB V.1, 2 Va. Vc. 
Cont.  
1745  Psalm 92, V. 2-5 
•for Hamburg 
school exams 
                                                 
3 Werne Menke, Thematisches verzeichnis der vokalwerke von Georg Philipp Telemann, Band II, 
Frankfurt: Klostermann, 1983, and Joachim Jaenecke, Georg Philipp Telemann Autographe und 
Abschriften, München: G. Henle Verlag, 1993.  
  6 
TWV 
7:7 
Deus 
judicium 
tuum (Laitn) 
SATB Fl. Trav.1, 2 
Ob.1, 2  
V.1, 2 Va. Vc. 
Cont. 
1737 Psalm 72, V. 1-
18 
•composed and 
performed in 
Paris in 1737 
TWV 
7:8 
Die auf den 
Herren 
hoffen 
SA Ob.1, 2  
V.1, 2 Vc. Cont. 
 Psalm 125, V. 1-
5 
TWV 
7:9 
Die auf den 
Herrn hoffen 
TB Ob.1, 2  
V.1, 2 Vc. Cont. 
 Psalm 125, V. 1,  
3-4 
TWV 
7:10 
Diß ist der 
Tag, den der 
Herr 
gemacht hat 
SATB Ob.1, 2  
Corn. 1, 2 
V.1, 2 Va. Vc. 
Cont. 
 Psalm 118, V. 
24 
TWV 
7:11 
Domine ad 
adjusvandum 
me 
SATB V.1, 2 Va. Vc. 
Cont. 
 Psalm 69, V. 2 
TWV 
7:12 
Domine, 
dominus 
noster 
(Latin) 
SATB V.1, 2 Va. Vc. 
Cont. 
1735(?) Psalm 8 
•the alto, written 
in the treble clef 
with soprano 
part 
•corrections by 
Georg Michael 
Telemann in 
voices No. 1-8. 
TWV 
7:13 
Exaltabo te 
Deus 
(Latin) 
SB Cont. 1735(?)  Psalm 145, V. 1-
3 
 
TWV 
7:14 
Ich danke 
dem Herrn 
von ganzem 
Herzen 
SATB Ob.1, 2 Clar. 
Picc. V.1, 2 Va. 
Vc. Cont. 
Between 
1712 and 
1721 
Psalm 111, V. 1-
6,  
9-10 
•a complete set 
of parts written 
out by Telemann 
himself  
TWV 
7:15 
Ich hebe 
meine Augen 
auf zu den 
Bergen 
T. 
Solo 
V. Cont.   Psalm 121, V. 1-
8 
  7 
TWV 
7:16 
 
Ich hebe 
meine Augen 
auf zu den 
Bergen 
SATB  Ob.1, 2  
V.1, 2 Va. Vc. 
Cont. 
 Psalm 121, V. 1, 
3, 5, 7 
TWV 
7:17 
Ich hebe 
meine Augen 
auf 
SSBB  Ob. V.1, 2  
Va. Vc. Cont. 
 Psalm 121, V. 1-
3, 5, 7 
TWV 
7:18 
Ich will den 
Herrn loben 
SA Vc. Cont. 1745 Psalm 34, V. 2-4 
TWV 
7:19 
Ihr seid die 
Gesegneten 
des Herrn 
SATB Ob. V.1, 2  
Va. Vc. Cont. 
 Psalm 115, V. 
15 
 
TWV 
7:20 
Jauchzet 
dem Herrn 
alle Welt 
B. 
Solo 
Ob. Clar. V.1, 2 
Va. Vc. Cont. 
 Psalm 100, V. 1-
5 
TWV 
7:21 
Jauchzet 
dem Herrn 
alle Welt 
B. 
Solo 
Clar.1, 2  
Vc. Cont. 
 Psalm 100, V. 1, 
3-5 
TWV 
7:22 
Jauchzet 
dem Herrn 
alle Welt 
STB Fl. Trav.1, 2 V.1, 
2 Va.  
Vc. Cont. 
1723  Psalm 100, V. 1-
5 
TWV 
7:23 
Jehova 
pascit me 
(Latin) 
S. B. 
Solo 
Fl.1, 2 Ob.1, 2  
V.1, 2 Va.  
Vc. Cont. 
 Psalm 23, V. 1-6 
TWV 
7:24 
Jubilate deo, 
omnia terra 
(Latin) 
SATB (Fl.1, 2)  
V.1, 2 Va.  
Vc. Cont. 
Tenor part is 
written in 
1755(?) and 
Sop. and 
Bass is 
written in 
1725(?) 
Psalm 100, V. 1-
5 
 
TWV 
7:25 
Laudate 
Jehovam 
omnes 
gentes 
(Laitn) 
SATB V.1, 2 Va.  
Vc. Cont.  
1750  Psalm 117, V. 1-
2 
•for Hamburg  
School exams in 
1757 (?) 
 
TWV 
7:26 
Laudate 
pueri 
dominum 
(Laitn) 
S. 
Solo 
V.1, 2 Va.  
Vc. Cont.  
 Psalm 113, V. 1, 
3-6, 9 
  8 
TWV 
7:27 
Lobe den 
Herrn meine 
Seele 
SATB V.1, 2 Va.  
Vc. Cont.  
 Psalm 104, V. 1-
2 
TWV 
7:28 
Lobet den 
Herrn alle 
Heiden, 
Halleluja 
SATB V.1, 2 Va.  
Vc. Cont.  
 Psalm 117, V. 1-
2 
TWV 
7:29 
Lobet den 
Herrn alle 
Heiden 
TTB Vc. Cont. 1725  Psalm 117 
•for the 
Hamburg school 
exams on Easter 
in 1767 
 
TWV 
7:30 
Singet dem 
Herrn ein 
neues Lied 
SATB V.1, 2 Va.  
Vc. Cont. 
 Psalm 96, V. 1-9 
TWV 
7:31 
Der Herr ist 
König und 
herrlich 
geschmücht 
B. 
Solo 
Ob. Fag.  
V.1, 2 Va.  
Vc. Cont. 
 Psalm 93, V. 1-5 
•for Reformation 
(inscription on 
the envelope 
containing the 
MS) 
TWV 
7:32 
Schmecket 
und sehet 
S. 
Solo 
V. Cont.   Psalm 34, V. 9-
10 
 
 
The psalm settings were written and performed for liturgical purposes — 
primarily in services for churches in Leipzig, Frankfurt, and Hamburg. Telemann himself 
states, “At burial services in Christian Germany hymns and Psalms shall be sung with 
fitting reverence; nor shall they begin before the entire funeral procession has entered the 
church.”4 He organized performances of his psalm settings in various spaces and for 
various occasions, both sacred and secular; for example, several of the psalms were sung 
                                                 
4 Petzoldt, Georg Philipp Telemann, 28. 
  9 
in honor of the annual examinations in Hamburg, presumably at a church service either 
initiating or ending the exam period. 
In style, Telemann’s psalm settings are similar to his other sacred music, 
especially cantatas.5 In some cases, a psalm setting might be sung after the sermon in a 
service in place of a cantata on a free text. Telemann’s Psalm 100 is one representative 
example of this kind of setting, for instance, Jauchzet dem Herrn alle Welt, TWV 7:22 
and Jubilate deo, omnia terra, TWV 7:24.6  
Telemann’s psalm settings are apt examples of the conventional church style of 
his time. Their styles, forms, and approaches to instrumentation were often eclectic and 
varied. According to the scholar Steven Zohn, the piece that most brilliantly displays 
Telemann’s musical eclecticism is Deus judicium tuum, TWV 7:7. Written for Paris in 
1737, this work contains elements of the French grand motet tradition.7  
For the most part, Telemann’s psalm settings call for modest forces. Many are for 
one or two singers, and most require the accompaniment of only a few instruments. Even 
the ones that call for soprano, alto, tenor, and bass singers may have been sung by a 
quartet rather than a full chorus, though many are suitable for choral performance. 
Telemann’s instrumentation falls generally into three main types: a larger ensemble of 
woodwinds (flute and oboe) and/or brass instruments with strings, strings alone, or one 
instrument (usually violin) with continuo. One setting, Exaltabo te Deus, TWV 7:13, 
                                                 
5 Brian T Russell, “The Psalm Settings of Georg Philipp Telemann: A Brief Guide to Research,” Journal of 
the American Choral Foundation 196 (Fall 2009), 1.  
6 “Frankfurter Telemann-Editions,” accessed 15 Dec., 2018. https://www.habsburgerverlag.de/english-
home/frankfurter-telemann-editions/ 
7 Steven Zohn, “Telemann, Georg Philipp,” Grove Music Online. Oxford Music Online, Oxford University 
Press, accessed in 10 Nov., 2018. 
  10 
employs only continuo accompaniment. Telemann seems to gravitate most often to the 
second type (strings alone). The varied and often modest instrumentation reflect 
Telemann’s sense of practicality: in his 1725 collection of concerted church pieces, 
Harmonisches Gottes-Dienst, he specifically mentions his desire to provide music that 
small churches with modest forces can perform.8 
Telemann set Psalm 117 three times. Two of the settings, TWV 7:28 and TWV 
7:29, use the German text from the Luther Bible, and one, TWV 7:25 uses the Latin text, 
slightly altered. All three pieces were most likely composed in Telemann’s Hamburg 
years (1721 until his death in 1767): while no date has been established for TWV 7:28, 
TWV 7:29 appears to have been written in 1725. The present work, TWV 7:25 was 
written sometime in the 1750s (the date is variously given as 1750, 1757, and 1758). Of 
the three settings, TWV 7:25 is arguably the best-known, perhaps because of the 
existence of several modern editions.  
 
SOURCES FOR LAUDATE JEHOVAM 
The earliest source for Laudate Jehovam, TWV 7:25, is an autograph manuscript 
in Georg Philipp Telemann’s own hand. It bears the date of 1758, penciled in by another 
writer, but this date is almost certainly too late. Other sources give a date as early as 
1750.9 While the MS is clear in many respects, it is heavily marked up in places by 
Telemann’s grandson, Georg Michael Telemann (1748 – 1831), who noted that he 
                                                 
8 Steven Zohn, “Telemann, Georg Philipp,” Grove Music Online. Oxford Music Online, Oxford University 
Press, accessed 10 Nov., 2018. 
http://www.oxfordmusiconline.com.libproxy.usc.edu/subscriber/article/grove/m usic/27635pg3 
9 Joachim Jaenecke, Georg Philipp Telemann Autographe und Abschriften, (München: G. Henle Verlag, 
1993), 259.  
  11 
performed the work at Riga. For that occasion, Georg Michael added an oboe part, a viola 
part, and significantly recomposed the second violin part. He also added articulations and 
ornaments and changed several rhythms. Additionally, he made many small and large 
changes to the vocal lines, especially at the end of the work. 
This is one of several occasions when Georg Michael adapted works by his 
grandfather for his own use. For Exaltabo te Deus, TWV 7:13, which originally had only 
continuo accompaniment, Georg Michael added parts for two flutes, two violins, and 
viola. For Jubilate deo, omnia terra, TWV 7:24, he appears to have added or modified a 
tenor part, and it is possible that the added cello part in Lobet den Herrn alle Heiden, 
TWV 7:29, was written by Georg Michael.  
Typical of manuscripts of this period, there are frequent abbreviations and 
shortcuts. For example, Telemann does not always specify the text underlay, using a 
repeat sign to indicate repetitions of text. This occasionally leads to problems. In the 
“Hallelujah”10 that ends the work, for example, it seems likely that Telemann made a 
mistake in his placement of the slurs indicating a melisma on the next-to-last syllable.  
 
 
 
 
 
 
                                                 
10 Telemann consistently spells this without a final H. I have modernized the spelling here and in the 
edition. 
  12 
Example 1. Text Placement in Autograph, mm. 115 – 119. 
 
  
Some of Georg Michael’s changes are certainly to address these problems. Others are 
more reflective of a later style and taste. 
 
 
 
 
 
 
 
 
  13 
Example 2. Ornamentation and Dotted Rhythms, mm. 14 – 16. 
 
  
Telemann made some slight changes to the traditional text of the psalm. The 
opening line is normally “Laudate Dominum, omnes gentes.” Telemann, for reasons that 
cannot yet be explained, changes this to “Laudate Jehovam, omnes gentes.” Later in the 
  14 
psalm, he replaces the word “Domini” with the name “Jehovae.” Valentin’s edition 
incorporates this change the text. The other modern editions use the traditional Latin text, 
replacing Telemann’s Jehovae with Domini.
  15 
CHAPTER TWO: EDITIONS 
 
MODERN EDITIONS 
Telemann’s Laudate Jehovam is a favorite of choirs: there are at least a dozen 
performances available on YouTube, and there are several modern editions. Table 2 lists 
the currently available modern editions. 
 
Table 2. Modern Editions of Laudate Jehovam, TWV 7:25 
 
 Editor Publisher Date Notes 
1 Erich Valentin Bärenreiter, 
Kassel 
1936 •the first modern edition 
•most accurately reflects the 
markings and intentions of the 
original manuscript 
•addition of “vivace” 
2 Erich Valentin Kalmus,  
New York 
Unknown •same preface as the 
Bärenreiter edition 
•many differences from the 
Bärenreiter: different figures, 
articulations, and even 
different (sometimes 
incorrect) pitches 
•reprinted in 1985 via Alberto 
3 Unknown  Concordia 
Publishing 
House,  
St. Louis 
1967 •the realization of figured bass 
is by Fritz Oberdoerffer 
•commemorating the 450th 
anniversary of the 
Reformation 
•with English title “O Praise 
the Lord, All Ye Nations” 
•text is given in Latin and 
English 
  16 
4 Stuart McIntosh The Choral 
Public Domain 
Library 
(CPDL) 
1998 •addition of many modern 
musical terms, for example, 
Tempo giusto 
and Andante, and  
• many added dynamic 
markings not typically used 
by Telemann, such as mf and 
mp 
•articulations in the string 
parts have been heavily edited 
and changed 
5 Helmuth Kickton Kantoreiarchiv 2004 •transposed to G major 
•no tempo indications, 
articulations, or dynamic 
indications 
•no continuo realization 
6 Wilbert Berendsen CPDL 2009 •new terms like Allegro and 
Andante 
•use of mf and mp 
7 Brian Marble CPDL 2015 •organ accompaniment 
•transposed to G major 
•use of additional f, mf, mp, 
and p  
 
 
 
The earliest edition, Valentin’s critical edition of 1936, appears to be the source 
for all later publications. While the edition is strong, it adapts some readings from the 
Georg Michael Telemann version that obscure the work as originally intended. This is 
especially true of the ending of the work, which is difficult to decipher in the sources due 
to numerous corrections and alterations, presumably by Georg Michael Telemann. 
Valentin adopts a modification of Georg Michael’s ending, which creates a homophonic 
texture among the four voices, while the original appears to have deployed the four 
voices in a pair of duets. He also includes grace notes in the violins, which are from  
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Georg Michael’s corrections. These include appoggiaturas and indications to start trills 
from the upper note. It is possible that performers in Georg Philipp’s ensemble would 
have routinely performed the lines in this manner, so Georg Michael’s additions may 
simply be reflecting his grandfather’s practice. On the other hand, it is also possible that 
these changes reflect Georg Michael’s taste and preference.  
A particular puzzle is the Kalmus edition: while this bears strong similarities to 
the 1936 Valentin score (including the same preface), it differs in a number of important 
respects; articulation and dynamic markings vary between the two editions. The 
Bärenreiter edition adopts all the musical terms from the autograph but also includes 
those from an 1831 copy with no apparent connection to Telemann. The opening is 
marked both Munter (from the original) with the additional word Vivace (from the 1831 
copy) at the beginning of the piece, while Kalmus does not include any musical terms. 
Additionally, the latter edition is missing the term Largo when the meter and key change 
whereas the former includes it. The Kalmus edition even has wrong notes, for example, 
in the continuo in m. 4, note 1, Kalmus has F3, while all the sources have D3.  
Two of the editions, those by Kickton and Marble, are in G major (while the 
original is in B-flat major). There is no explanation given for this transposition. Since 
none of the ranges in the original B-flat major are extreme, this seems to be an 
unnecessary change that needlessly affects the character of the piece. In G major, the alto 
and bass parts are low, and the sopranos and tenors remain in the middle voice, which 
seems out of keeping with the marking “munter.”  
Kickton’s edition has no tempo indications, articulations, or dynamic markings. 
The editor omits many crucial markings that indicate phrasing in the voice parts as well. 
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While he includes a basso continuo line, he includes neither figures nor a realization. 
Given the many omissions, this edition is of limited use. 
Marble’s edition presents the accompaniment as a reduction of the string parts 
from Georg Philipp’s version for the organ. There are some places where the organ fills 
in chords as a continuo player would. The voice parts are a mixture of readings from both 
Georg Philipp and Georg Michael’s version, with addition of some uncharacteristic 
dynamic markings. 
The edition by McIntosh is intended as a practical guide to performers rather than 
a scholarly version. He includes many instructions that are not in the original but does not 
differentiate what is original from what is added. Instead of munter, the opening is 
marked Tempo giusto, which appears in no source for the piece. Despite McIntosh’s 
intention to provide performers with interpretive ideas, his overly–specific indications 
and dynamic markings sometimes stray from Telemann’s original compositional intent. 
The best examples of this are the articulation used in the violins, and dynamic markings 
throughout the piece.  
The editions by Kickton, Marble, and McIntosh use the markings mf and mp, 
markings that were not customarily used at this period. (According to Matthias Thiemel, 
they appear first in the music of Haydn and Mozart.)1 Apart from the fact that these 
markings are not idiomatic in Telemann’s music, the editors sometimes introduce 
dynamic levels for which there is no basis in Telemann’s score. For example, in mm. 20-
22, where the tenor and bass are in duet, McIntosh marks the voices mp and then mf when 
                                                 
1 Matthias Thiemel, “Dynamics,” Grove Music Online, Oxford Music Online, Oxford University Press, 
accessed 10 Feb., 2019. https://doi.org/10.1093/gmo/9781561592630.article.08458 
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all the voices enter in m. 22.  There would be a natural dynamic contrast here without 
these markings, just because of the change of forces. The entrance of the full ensemble in 
m. 22 would more likely be forte than mf. Later, in a similar passage (mm. 71 – 78), the 
levels are mf and forte, perhaps because of the “alleluia” (note—not “Halleluiah”) text.  
Articulations, particularly in string parts where they likely indicate bowings, are 
especially crucial to the character of the music. For example, McIntosh’s articulations in 
the middle section differ from all manuscripts and all modern editions: the sources all 
indicate four notes per bow, while McIntosh connects only two notes (see Example 3).  
 
Example 3a. Laudate Jehovam, Original Version, mm. 31 – 34. 
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Example 3b. Laudate Jehovam, McIntosh, Ed., mm. 30 – 32. 
 
 
At the other extreme is the removal of indispensable articulations. For example, 
the edition by Concordia Publishing House omits all of the articulations in mm. 5 – 7, 
which help to create the essential joyful character of the music (see Example 4). 
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Example 4a. Laudate Jehovam, Original Version, mm. 4 – 6.  
 
Example 4b. Laudate Jehovam, Concordia Edition, mm. 3 – 8. 
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There is a further publication that excerpts only the concluding “Alleluia.” The 
editor and arranger, Patrick M. Liebergen, presents the music in G major instead of B-flat 
major. He includes a newly composed instrumental introduction, adapts the four–voice 
texture to two parts, and uses flutes in place of the violins. Articulations in the voice parts 
seem fairly faithful to the original, but many dynamic markings (including mp and mf) 
are added. 
Though the Bärenreiter publication edited by Valentin in 1936 is fairly close to 
the original, it nevertheless employs readings from Georg Michael’s version and 
therefore does not fully represent Georg Philipp’s original. All of the more recent editions 
are even more problematic, either adding or omitting important material, thus obscuring 
Georg Philipp Telemann’s original composition. A new edition is needed to clarify the 
differences between Georg Philipp and Georg Michael’s somewhat different versions of 
the work.  
A NEW EDITION OF LAUDATE JEHOVAM 
My edition includes both the original version of Laudate Jehovam, TWV 7:25, by 
Georg Philipp Telemann and Georg Michael Telemann’s later modified version. Having 
two distinct scores will help conductors and others understand how Georg Michael 
changed the piece and will make possible a faithful performance to Georg Philipp’s 
original. It will also allow performers to adopt readings from the later score where they 
believe they are helpful. For example, some of Georg Michael’s ornamentation probably 
represents typical performance of Georg Philipp’s time. 
In my edition of the Georg Philipp Telemann version (which I will hereafter call 
GP), I have relied heavily on his autograph manuscript (Source A), augmented by a 
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contemporary set of parts (Source B). I have been careful to avoid including changes in a 
later hand, most (perhaps all) of which are by Georg Michael Telemann. This thus 
represents the only edition to present the composition in something that is close to its 
original form. 
The second score is based on Georg Michael Telemann’s additions and 
corrections to the original (hereafter called GM). These fall into several categories: 
changes made to correct errors or clarify ambiguities in GP, changes made to reflect 
performance practice that Georg Philipp might have assumed but that were no longer 
customary in Georg Michael’s time, adjustments to melody and rhythm that may reflect 
Georg Michael’s personal taste and preference, and the addition of parts for oboe and 
viola, along with significant changes to the second violin part that suggest that GM was 
intended for performance by a chorus and orchestra, whereas GP could be performed as a 
chamber work, with one singer and instrumentalist per part, or by a larger ensemble. (A 
detailed, bar-by-bar discussion of the differences between GP and GM is given in the 
Appendix.) 
An example of the first category occurs in the final section of the piece. 
Beginning in m. 68 on the word “Hallelujah,” Telemann has a slur connecting the second 
note of the “lu” melisma to the final syllable, “jah.” This could be an error arising from 
haste. Telemann used repeat signs to indicate the text rather than rewriting the word each 
time; he may simply have lost track of where the slur should go (on the “lu” melisma). 
GM’s score corrects this, placing the slur under the “lu” melisma each time, a practice I 
follow in my edition of both the GP and GM versions of the piece. Both the original and 
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the correction are clearly visible in Source A. The lighter ink of the correction suggests 
that it is by Georg Michael. 
 
Example 5a. Laudate Jehovam, Autograph, mm. 66 – 84. 
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Example 5b. Laudate Jehovam, Original Version, mm. 67 – 71. 
 
 
In some instances, Telemann assumed performance practices that GM had to 
make clear. Trills, for example, would routinely have started on the note above the main 
note, so GP saw no need to notate this. By GM’s time (sometime in the 1770s), this was 
no longer the assumed practice, so he adds grace notes to the trills (see m. 2, for 
example). A more complicated example occurs in mm. 22 and 26. Both the basso 
continuo and the vocal bass have a G3 on the downbeat, and the tenor has B3. The 
figures in the basso continuo, however, suggest that there should be a dissonance that 
resolves. GM solves this by adding grace notes and removing the confusing figures. (The 
problem is further complicated by GP’s hasty writing, which does not always align things 
carefully: in m. 26, the second figure appears to be 8/# on beat two, rather than an 8 on 
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the second half of beat one and a sharp on beat two). Adding such passing tones may 
have been habitual for GP’s performers.  
 
Example 6a. Laudate Jehovam, Autograph, mm. 21 – 29. 
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Example 6b – 1. Laudate Jehovam, Original Version, mm. 20 – 22. Continued.  
 
Example 6b – 2. Laudate Jehovam, Original Version, mm. 25 – 27. 
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GM contains various changes that reflect his personal interpretation. Beyond 
adding parts for the oboe and viola and making substantial changes to the second violin 
part, he frequently changes equal notes to dotted rhythms, adds slurs to the string parts, 
and adds ornaments to the vocal parts.  
 
Example 7. Laudate Jehovam, GM Version, mm. 14 – 16. 
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Example 8. Laudate Jehovam, GM Version, mm. 2 – 4. 
 
 
Example 9. Laudate Jehovam, GM Version, mm. 17 – 19. 
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In one case (m. 43), GM’s addition of a passing tone actually changes the 
harmony and requires a further change to the violin parts. This change is less defensible 
than some of the others, it breaks the pattern in the first violin part. In all other measures, 
there is an ascending arpeggio on beat one in the first violin, followed by the same 
arpeggio descending on beat two. In m. 43, to accommodate the inserted passing tone, the 
descending arpeggio in GM is different from the ascending arpeggio on the previous beat. 
 
Example 10a. Laudate Jehovam, Original Version, mm. 43 – 46. 
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Example 10b. Laudate Jehovam, GM Version, mm. 43 – 46. 
 
 
The most radical change is to the end of the work. Through most of the 
“Hallelujah,” the sopranos and altos are paired in imitation with the tenors and basses. 
This texture continues through to the final measure of the piece, with the sopranos and 
altos singing the syllable “jah” on the downbeat, while the tenors and basses arrive one 
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quarter-note later. GM alters this texture in the final two bars, where for the only time in 
the piece, the soprano and bass are paired against the alto and tenor. To make the change, 
GM marked up the autograph (Source A) so severely that the original is not possible to 
read, though it is clearer in the parts (Source B). In his edition, Valentin attempts a 
reconstruction of the ending, but erroneously has all four parts concluding on the 
downbeat. This version, by Valentin, is then reproduced in all modern editions. While 
there is still some uncertainty about the text underlay, my edition of GM presents what I 
believe is a more faithful reading of the original.  
 
Example 11a. Laudate Jehovam, autograph, mm. 113 – 119. 
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Example 11b. Laudate Jehovam, GM version, mm. 115 – 119. 
 
 
Example 11c. Laudate Jehovam, Valentin ed., mm. 115 – 119.  
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ANALYSIS OF LAUDATE JEHOVAM, TWV 7:25 
The piece is in three sections: a fast opening section in duple meter (C), a slower 
middle section in triple meter (3/2), and a concluding section in duple meter (C) that has 
no tempo marking but is likely to be fast. This echoes concerto form, though the piece is 
much shorter than the typical instrumental concerto. Each of the first two sections is 30 
measures in length; the final section is 59 measures long. The work opens and closes in 
B-flat major; the middle section is in E-flat major. 
The text is the first and second verses of Psalm 116 in the Vulgate, which 
Telemann thought of as Psalm 117 because that is the number it bears in the Luther bible. 
As noted earlier, two words are different from the Latin original. Instead of the generic 
“Dominum” and “Domini” (Lord), Telemann provides the name in both places: Jehovam 
and Jehovae. Table 3 presents the text of Psalm 117 in Latin as it appears in the 
autograph score, along with an English translation.  
 
Table 3. Latin and German Text and English translation of Psalm 117 
Latin Text      
(from the manuscript) 
Laudate Jehovam, omnes gentes;  
laudibus efferte eum, omnes populi. 
Quia valida facta est super nos misericordia ejus,  
et veritas Jehovae in aeternum.  
Halleluja! 
English Translation Praise Jehovah, all nations;  
praise him, all people. 
For his mercy and kindness are great toward us,   
and Jehovah’s truth endures forever.  
Alleluia! 
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The first section is in a brisk tempo (munter, lively) and in a happy, cheerful 
mood. Around m. 21, the key shifts from B-flat major to the relative minor, G minor, to 
accomplish the transition to the key of the middle section, E-flat major. The ten–measure 
opening ritornello provides the basis for the material that follows. The voices enter with 
the ritornello material in m. 11 in a call-and-response style to portray “all nations.” 
Homophonic sections alternate with passages in duet for the rest of the opening part.  
In the second section, Telemann portrays “mercy and kindness” through softer 
dynamics, changing to a slower tempo, and by moving to the subdominant key of E-flat 
major. Against the homophonic, hymn–like texture in the voices, Telemann uses arch– 
shaped arpeggios in the violins, with the second violin creating a cathedral–like echo of 
the first, an effect that Georg Michael deletes altogether in his version.  
In contrast to the somewhat melismatic and virtuosic writing in the first section, 
the second section is mostly syllabic, with great harmonic richness. Echoing the larger 
structure, there is a significant shift to the subdominant, A-flat major beginning in m. 41, 
leading to a cadence in A-flat major in m. 44. The A-flat then becomes the seventh of a 
B-flat major chord to lead back to the main key of E-flat major. The frequent use of 
seventh chords in this section gives it its unique character.  
As the voices end, the violins interrupt their arch phrasing for more declarative 
chords (the staccato markings here indicate a detached execution rather than short, sharp 
strokes). After a brief return to the arch–like phrases, there is a strong cadence in E-flat 
major to conclude the section. 
The music returns to the home key of B-flat major for the concluding 
“Hallelujah,” which uses duet texture (two duets, SA and TB) and imitation. The 
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atmosphere is similar to the first section, but more victorious and confident, as befits the 
word “Hallelujah.” While neither harmonically nor rhythmically complicated, it reveals 
the delicacy of the Telemann's imitative writing as material is shared between voices, and 
between the voices and the instruments. 
The basis for the vocal melodies is largely triadic. At the opening, the soprano 
sings “Hallelujah” on a B-flat major triad, echoed by the alto singing a G minor triad. The 
duet continues, leading to a triumphant statement with the voices and instruments 
together. While this passage (mm. 68 – 71) is largely homophonic, duet texture is still 
evident as the soprano and alto sing a slightly more florid melody than the tenor and bass. 
The tenor and bass then take up the triadic imitation, followed again by a tutti section. 
From here, duets and tutti sections more or less alternate until the end. Even in the tutti 
sections, however, the soprano–alto and tenor–bass voice pairings are evident. The 
texture becomes increasingly dense, with more and more vigorous rhythms, bringing the 
piece to its jubilant conclusion. 
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CHAPTER THREE: THE SCORES 
 
 
EDITORIAL PROCEDURE 
 
• All markings are original. 
• Additions by the editor are marked with brackets: [  ] 
• The realization of the continuo part (given in the small staff above the continuo 
part) is by the editor. The figures are original. 
• Discrepancies between the sources are noted in the critical report; where these 
differences are crucial and might admit of another reading, I have noted this in the 
score itself with a footnote referring to the explanation in the critical report. 
• Beaming is as given in the original. Telemann used slurs only rarely to indicate 
more than one note to a syllable; I have preserved this practice.  
• Text indicated by repeat signs in the original is written out in this edition without 
further comment. In some cases, Telemann’s text underlay is a bit unclear. I have 
used a reasonable reading without further comment. 
• The spelling of “Hallelujah” follows modern usage rather than Telemann’s 
consistent spelling, “Halleluja.” 
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LAUDATE JEHOVAM, BASED ON GEORG PHILIPP TELEMANN'S AUTOGRAPH 
SCORE (SOURCE A) AND THE ORIGINAL PARTS (SOURCE B) 
 
 
CRITICAL REPORT 
 
Sources 
The Staatsbibliothek zu Berlin holds two contemporary sources for Laudate 
Jehovam omnes gentes, TWV 7:25. Source A is a score in Telemann’s hand; Source B is 
a complete set of parts made by a copyist identified by RISM as Hamburg Copyist A.2 
There are additional later sources in Berlin: a copy made in 1831, a copy from the mid-
twentieth century for the Philippe Caillard Vocal Ensemble, and most significantly, a 
score made in the 1770s by Georg Philipp Telemann’s grandson, Georg Michael 
Telemann, Source C. Source C is the principal basis for the second version of the work 
appearing in this document, but it also provides a basis for understanding some aspects of 
the original version. The score for the original version is based primarily on Sources A 
and B.  
 
1. Source A: Staatsbibliothek zu Berlin: Musikabteilung mit Mendelssohn-Archiv,  
      Mus.ms.autogr. Telemann 119.  
Autograph manuscript by the composer. Eight pages. Title Psalmus CXVII in 
Telemann’s hand. Scored for two violins, continuo, and SATB voices. The 
continuo part bears figures in Telemann’s hand. The score is heavily altered in 
                                                 
2 Joachim Jaenecke, Georg Philipp Telemann Autographe und Abschriften, München: G. Henle Verlag, 
1993.  
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Georg Michael Telemann’s hand, rendering the original unreadable in some 
places. 
2. Source B: Staatsbibliothek zu Berlin: Mus.ms. 21749/70 (filed in the same folder with    
      the parts for Georg Michael’s version, Source C below). 
A complete set of parts, apparently contemporary with the original composition, 
made by Hamburg Copyist A. Parts for violin 1, violin 2, cembalo, cello, and 
SATB voices (one each). The parts show alterations in Georg Michael’s hand 
consistent with those in A. However, they are written more clearly than in A, so it 
is usually possible to determine the original reading. 
3. Source C: Staatsbibliothek zu Berlin: Mus.ms. 21749/70 (filed with B above). 
Set of parts by Georg Michael in his hand. The cover page bears the date 1757 in 
a later hand and represents that individual’s opinion about the date of the original 
composition. The set of parts most likely dates from the 1770s. Parts for oboe, 
violin 1, violin 2, viola, and organ. The only surviving voice parts are two 
separate parts for basses (one of which was copied later than the other).  
 
Critical Notes 
The following abbreviations are used: Violin 1=V 1, Violin 2=V 2, S=Soprano, 
A=Alto, T=Tenor, B=Bass, Basso Continuo=B.C. If there are any disagreements between 
Sources or mistakes in the source, they are given in the form: measure number (m., or 
mm.), voice or instrument part, note number or beat number, etc. Pitch will be identified 
with the number next to pitch (C4, D5, etc.). With the exception of the grace notes in 
mm. 22 and 26, no grace notes appear originally in Source A (GM added grace notes and 
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articulations); those in this edition all come from Source B. It is possible that the grace 
notes in mm. 22 and 26 were added by GM, but they are consistent with the figures in the 
basso continuo. See the discussion of this on p. 25.  
Both Source A and Source B contain many annotations and modifications by GM. 
They are not noted here, because that would become confusing and cumbersome. For the 
most part, Source A is considered the main source, because it is from Telemann’s hand. 
Occasionally, Source B provides articulations and other corrections as noted below that 
appear to be original, offering greater detail to the player than what is shown in the score. 
 
 
bar  part                  notes 
 
m. 1  V 1  Slurs are from Source B.  
 
m. 3  V 1  Slurs are from Source B. 
 
m. 5  B.C.  Source A: the figure on note 8 is 6. Source B: the figure on  
    note 8 is 5. The correct reading would appear to be 6/5. 
 
m. 9  B.C.  Source A: figure 7 on note 4 (missing in Source B). 
m. 11  B.C.  Source A: figure 6 on note 1 (missing in Source B). 
 
m. 22, 26  T, B  It is not clear whether the grace note was there originally or 
    edited by GM but it is consistent with the figure.  
   
m. 39               A, B Source A and B: both have a half-note followed by a 
whole-note on the same pitch for the same syllable (a carry-
over from the S and T, which change pitch on beat 2). I 
have replaced this with a dotted whole-note. GM makes 
this same correction in Source B.  
 
m. 49  S, A, T, B The voice parts are heavily altered here by GM. There was  
an error of rhythm in the alto part in Source A that was 
replicated in Source B: a half-note is followed by two 
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eighth-notes and a half-note, thus omitting one half-beat. 
This appears to be a scribal error: it is not clear whether GP 
intended for the A to follow the S rhythm here (dotted half-
note, two eighth-notes, half-note) or the T, B rhythm (half-
note, two quarter-notes, half-note). Either A is missing a 
dot on the first note, or the following two notes should be 
quarter-notes. This edition opts for the altos to follow the 
rhythm of the tenors and basses. 
 
m. 106  B.C.  Note 2: Source A has the figure 8; Source B has the correct  
    figure 6. 
 
mm. 68-119 S, A, T, B  “Halleluja” in both Source A and Source B. Source C has 
  “Hallelujah” in the bass part, which I have used to be 
consistent with modern spelling.  
 
Source A and B: GP consistently has a slur extending from 
the second note of the “lu” melisma in “Hallelujah” to the 
final syllable of the word:  
 
 
 
 
 
 
This appears to be an error made in haste; GP used repeat 
signs instead of writing out the text in each case and seems 
to have made a consistent mistake in the placement of the 
slurs. I follow GM’s placement of the slurs indicating three 
notes on the syllable “lu.” 
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mm. 115-119 A, T, B This section was heavily altered by GM in Source A,  
making the original pitches and rhythms impossible to read. 
It is possible to see some of the original in Source B, but 
even here there are difficulties of rhythm and text underlay. 
(This may account in part for GM’s alterations.) Valentin’s 
solution, replicated in all subsequent editions, is somewhat 
different from mine: I pair the sopranos and altos against 
the tenors and basses, rather than making the texture 
homophonic. 
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LAUDATE JEHOVAM, BASED ON GEORG MICHAEL TELEMANN'S CHANGES 
TO THE AUTOGRAPH (SOURCE A) AND THE LATER SET OF PARTS 
(SOURCE C) 
 
CRITICAL REPORT 
Sources 
Georg Michael Telemann made many corrections in Source A and B, and finally 
wrote corrected parts with additional instruments in the set of parts labeled Source C. 
There is no original score for this version, and Source C includes vocal parts for only the 
basses. The other vocal parts in this edition are therefore constructed from the corrections 
in Sources A and B. 
 
Critical Notes 
The following abbreviations are used: Oboe=Ob, Violin 1=V 1, Violin 2=V 2, Viola=Va,  
Soprano=S, Alto=A, Tenor=T, Bass=B, Basso Continuo=B.C. Any discrepancies 
between sources or mistakes in the originals are given in the form: measure number (m., 
or mm.), voice or instrument part, note number or beat number, etc. Pitch will be 
identified with the number next to pitch (C4, D5, etc.). Most of the grace notes in this 
version are added by GM. The few exceptions are noted below. GM provided figures in 
the organ part through measure 30. After measure 30, this edition uses GP’s figures with 
a few modifications as necessary to correspond to the voices and instruments. Changes 
are indicated by brackets in the score.  
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bar  part                  notes 
 
m. 22  T, B   Grace notes are original to GP.   
 
m. 26  T, B   Grace notes are original to GP.   
 
 
m. 50  B  Sources B and C: GM replaces an octave leap in the vocal 
bass with a single half-note followed by a half-rest to 
eliminate the octave leap. A whole-note here, matching the 
soprano rhythm, is more logical.  
 
 
 
 
mm. 68-119  S, A, T, B “Halleluja” in both Source A and Source B. Source C has 
             “Hallelujah” in the bass part, which I have used to be  
    consistent with modern spelling.  
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Comments  
The following abbreviations are used: Georg Philipp Telemann=GP, Georg Michael 
Telemann=GM, Violin 1=V 1, Violin 2=V 2, S=Soprano, A=Alto, T=Tenor, B=Bass, 
Basso Continuo=B.C. 
 
General notes 
*GM did not merely copy GP’s score; he made significant changes to the work based on 
his own interpretation and musical taste. He added parts for the oboe and the viola, and 
he made substantial changes to the V 2 part, which are not enumerated below. A quick 
comparison between measures 11 in the GP version and the same bars in the GM version 
will serve as an example to reveal the extent of these alterations to the V 2 part. The list 
below indicates specific changes GM made in the other parts. 
* Most of the grace notes in this version are added by GM. The few exceptions are noted 
below.  
* The V 1 part in mm. 88-119, of the GM version departs significantly from the GP 
score.  
* In mm. 68-119 in both Source A and Source B, GP consistently has a slur extending 
from the second note of the “lu” melisma in “Hallelujah” to the final syllable of the word: 
This appears to be an error made in haste; GP used repeat signs instead of writing out the 
text in each case and seems to have made a consistent mistake in the placement of the 
slurs. GM corrects this error (as do I in my edition of the GP version). I have not noted 
each individual instance of this change below.  
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bar  part                  comment  
 
m. 1  V 1  The slurs are added by GM.  
B.C. The figure for the last note is 6/4 in GP.  
 
m. 2  V 1  The grace notes are added by GM.  
B.C. The figure for note 3 in GP is 7.   
 
m. 3  V 1  The slurs are added by GM. 
m. 4  B.C.  The figure for note 3 is 9 in GP.  
 
m. 5  B.C.  The figure for the last note is 6 in GP.   
 
m. 9 B.C.  GM omits the figure 7 on note 4 from GP. 
 
m. 10  V 1  GM has a double-stop, D4 and B-flat4, while GP has only  
    B-flat4 
 
m. 12  V 1  Grace note added by GM.  
S  Grace note added by GM. 
m. 13  B.C.  The figure for note 1 is 6 and the figure for note 4 is 5 in  
    GP. 
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m. 14  S  Beat 4: GP has two eighths. 
A Beat 2: GP has two eighths, F4 E-natural4; GM added the 
G4.  
 
m. 15  S  GM altered the even eighth-notes on beats 2 and 4 to dotted  
    rhythms. 
  T  Note 7: GP has B-flat3. 
 
m. 16  S  Beat 2: GP has two eighths. 
 
m. 17  V 1  Slurs are original to GP except the final slur connecting the  
    last note of bar 17 to the first note of bar 18. 
A Beat 2: GP has 2 eighths, A4 D5. Beat 4 is similar. 
 
m. 18  V 1  Slur added by GM   
B Beat 2: GP has two eighth notes, C4 C3.  
 
m. 20    B  Beat 2: GP has two eighth notes, C4 C3 (same as m.18).  
 
m. 22  T, B   Grace note places where the grace notes are original to GP.   
 
m. 26  T, B   Grace note places where the grace notes are original to GP.   
 
m. 21  T, B  Slurs added by GM. Notes 3 and 4 in both parts are eighths  
    in GP. 
  B.C.  The figure for note 4 in GP is 6.   
 
m. 24  S, A  Slurs added by GM. Notes 3 and 4 in both parts are eighths  
    in GP. 
 
m. 25  T, B  Beat 1: Two eighth-notes in GP. 
  B.C.   The figure for note 4 in GP is 6. 
 
m. 27  T  Beats 1 and 2 are both quarter-notes in GP. 
 
m. 28  T  Beats 1 and 2 are both quarter-notes in GP. 
 
m. 29  S  Beat 2: GP has a quarter-note F-sharp5. 
  A  Beats 1 and 2 are both quarter-notes in GP.   
  B  Note 3 is D3 in GP. 
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m. 34  S  GP has: 
 
   
      
 
  A  Beats 1 and 2 are both quarter-notes in GP.   
 
m. 35  S, A, T, B GP has: 
 
                
 
   
m. 36  T, B  GP has: 
                                                   
 
 
m. 37  S, A, T, B Beat 1: GP has two quarter-notes.  
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m. 38  T  Beat 1: GP has C4. 
 
m. 39  S  Beat 2: GP has a whole-note D5. 
A, B GP has a half-note followed by a whole-note on the same 
pitch; GM replaces this with a dotted whole-note. 
  T  Beat 2: GP has a whole-note B-natural3. 
 
m. 40  A, T, B Beat 2: GP has two quarter-notes. 
 
m. 41  S  Beat 1: GP has two quarter-notes.  
 
m. 43  V 1  GP has:  
              
 
 
m. 46  A  Beat 2: GP has A-flat4. 
 
m. 48  S, A, T, B GP has:  
                                                                 
 
              
(cf. bar 34) 
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m. 49  S, A, T, B GP has:  
 
 
              
 
 
 
m. 50  S, A, T, B GP has:  
  
                   
 
 
m. 53  B  Beat 2, 3: GP has two half notes, B-flat3 B-flat2.  
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mm. 115-119  A, T, B GP has:  
 
 
 
     
 
 
 
